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Preface 
I 
This study of contemporary styles in church music choral writing 
I 
will cover works written during the past twenty years. It will de~l with com-
posers generally recognized as the best representatives of this period. 
I 
i 
It is the purpose of this thesis to discover the cultural t~end of 
i 
present-day church music through a detailed analysis of represent~tive larger 
I 
choral works of Protestant, Catholic, and Jewish composers. Th~ Cantata, 
Mass, Jewish Sacred Service, and the Anthem will complete the picture of 
church music in both long and short forms . 
' Music written by established composers of this period, generally 
' 
recognized as the best representatives, will be considered. 
* 
CHAPTER I 
Introduction, Stylistic Trends in the 
Anthem, Mass, and Episcopal Service 
I 
I 
I 
I 
I 
This study is concerned with new trends in contempoJry church music. 
I 
The following chapters will deal with a musical analysis of Proterant, Catholic and 
Jewish liturgical music. This thesis is analytical rather than comprehensive in 
nature and will show certain characteristics of contemporary litut gical music. 
Reverend J Schuler states in regard to modern churct music : 
... there is a deterioration in modern musi~. 
As composers withdraw from God, their music 
is bound to lose its beauty . Great music is I 
secular. Music created for the church does1 
not interest the composers of our time. Mat~ri­
al progress is the concern, not interest in tne 
arts . 1 
This represents one school of thought regarding contemLrary music in the 
I 
Catholic church. The other school of thought believes that contemborary music has its 
I place in the church . The purpose of this analytical study is to diicover what direction 
church music in general is headed , through an analysis of represkntative larger choral 
works; namely, the Mass, Cantata, and the Sacred Service. Som~ musical material of 
shorter length , such as the anthem, will be discussed in this chap~er so as to complete 
the picture of church music in both long and short forms. 
The general development of music in the nineteenth century followed a mood 
of European civilization which moved away from liturgical expreslion, and such litur -
\ 
gical music as was written reveled all too often in a saccharine sentimentality. 2 Music 
of today has taken on a "new look" but has it moved away from litul gical expression? 
I 
1/ Anthony Milner "A Composer's P roblems" Cae cilia, Jan. 19541, p. 78 . 
.Y Ibid ' p. 79. 
3 
The liturgical composer of today realizes that musical style covers a multi-
tude of things. Individuals differ in ways of doing things; so, tool do schools of art, 
I 
countries, eras. Style usually involves the "whole nature of manr . 3 Contemporary, 
to the liturgical composer, does not signify work of our modern ~pigonoi, redolent 
of the latter end of the last century, but music written in a mannel that is sincere, 
I 
I 
vital , and relevant to twentieth century life. He cannot remain tndifferent to the I . 
I 
technical development of his art. 4 Contemporary American musib is a reflection of 
I 
the thinking and feeling of people in our time , communicated through works in artistic 
form created by men and women in our midst. It is an essential part of the culture 
I 
in which and by which we live . 
I 
I 
i 
The sacred vocal polyphony of the sixteenth century it~elf often reproduced 
earlier styles. This is not an uncommon thing today. Compose~s have made use of 
the resources offered by the rich heritage of our early church mu~ic. 
In 1549, Bishop Cirrilo Franco said: l 
Know well that music among the ancients wa 
I 
considered the most excellent of fine arts, with 
which they performed great feats in moderating 
the affections and passions of the soul, the weich 
we do today by means of rhetoric and oratorf . 5 
King John IV of Portugal repelled Franco 's humanism Jnd emphasized 
subjectivity. He felt that the operation of music was like music itlelf, involved in a 
I specific period. 
It depends upon the changing conceptions of lan, 
the composer must satisfy situations of his dme. 
The relationship of the composition to the w6rd 
seeks either to give prominence to the expr~ss­
ion of mood, or to expound the words with Jonal 
I 
~ Sam Maltzman, Design and Style i!!_ Music, 
4/ Milner, Caecilia , pp . 8 3 -86. 
May, 1943, p. 48 l 
I 
Quarterly, Octobe1' 1953, p. 567 ]/ Paul Lang, "Symbolism in Music" Musical 
I 
4 
I 
coloring, and shows how diversely the ques1'ion 
of musical expression can be solved. 6 
Both Franco and King John IV had something to offer. We cannot deny that 
the music among the ancients is considered excellent and yet, at tJe same time, compo-
1 
sers of today must reflect ideas of their own time. \ 
The techniques of church music are those of all music . I Criticism of church 
music must be according to the standards of other musical undertngs. 7 Church music 
is not, therefore, exempt from the necessicy of technical consid"lation; it cannot be iso-
lated from the whole of musical development. [ 
With these things in mind, the anthem will be discussJd. Unfortunately, 
recognition must be made at the outset, of the basic unrepresentat~vity of this phase of 
church music . Many thousands of choral anthems are already J existence, and each 
year many hundr eds more are composed, published, and put into ~se, while only two 
are considered her e. I 
I 
* 
The first important r ealization to be accepted in the stldy of choral anthems, 
I 
is that the fundamental use of any text or music used in the church service must be for 
I 
worship. The important constituents of a good anthem text are m~aning or idea suited 
I 
to worship and the service of worship in form and content, and td the demands of 
music and liter ature in technique. 
In choosing a text, the composer should consider three !things: (1) Choosing 
I 
wo rds which embody ideas stimulating the imagination, (2) Confin1"ng himself to material 
of high literary quality and (3) Selecting a text that literally cries out to be sung. 8 
11. w Ibid. 
'!) Archibald T . Davison, Protestant Church Music in Amer ica (1j3oston, E. C. Schirme1·) 
1933, p . 13 . 1 
~ Archibald Davison, The Technique 2_f Choral Composition (Cambridge, Mass., 
Harvard University Press) 1945, p. 164. [ 
I 
I 
5 
I 
The principles of the art of music are not dispensed with by the demands of 
religion, but subordinated by these demands to the aid of worship j The ideal of music 
in the church is to make the artist' s "beauty of wholeness" approlch the "Beauty of 
I 
Holiness". 9 Therefore, it is clear that a consideration of the technical realities10 of 
I 
the art of music must have a place in an* analysis of church music I 
I 
Christ Conquereth by Joseph Clokey is a good example: of that type anthem 
I 
which shows an influence of early church music. He has borrow¢d form and thematic 
material from Gregorian chant, but has treated it according to hils own individuality 
I 
of style and creativity. The Gregorian method of antiphonal psal:rp. singing is the basis 
. I 
of the form: 
Antiphon - intonation by first choir cantor , the rest sung by 
full choir 
Psalm Tone first half verse by second choir cantor , second 
half, full choir 
Antiphon - first choir 
Psalm Tone - second verse of Psalm sung by second choir 
. I 
Antiphon - first choir I 
Gloria Patri - first half sung by cantor , rest by all . 
A~~~n-ill i 
Clokey's interpretation and treatment of the form in Christ Conquereth, 
following variations of the above form: I 
I 
I Organ introduction - presenting intonation of antiphon in 
imitation harmonized in a moder~ 
manner I 
Antiphon - sung unaccompanied as anciently by cantor ~r 
antiphonal choir I 
Or gan introduction - r epeated 
Psalm tone - as originally sung, but with a counterpomt 
to Alleluia imitatively in three upper voibes 
of choir , motif derived from antiphon th~me 
Antiphon - full choir in unison I 
Organ introduction figure 
presents the 
9/ Walfor d and Grace Davies, Music and Worship (N . Y. , H. W. Gr ay Co.) 1935, p 19. 
10/ Ibid. 
I 
Psalm tone - with Alleluia counterpoint both slightly ~ltered, 
the psalm tone being simply a recitation! on the 
I 
dominant without intonation or cadence. 1 In the 
second half verse the organ accompaniment in-
troduces the antiphon theme as a second bounter-
melody. I 
i 
Antiphon - extensively developed. Finally stated by cantor 
or antiphonal choir in g minor 
Gloria Patri - treated fugually. First half same theme as 
antiphon rhythmically altered; second hJlf 
reminiscent of psalm tone I 
Antiphon - unison, developed form, not as originally Jtated. 
I 
I 
In tonality too, Clokey has augmented the ancient practice. The original 
mode of the eighth psalm tone has been retained throughout the fiJst part of the com-
position up to the Gloria Patri where modulation is made into the[ closely related 
modern tonality of g minor. The eighth psalm tone is used in it1 original form, 
but the antiphon is adapted from the intonation of an Alleluia antiphon upon the 
Psalms at Vespers on Saturday during the Easter season. 11 1 
J. Roff (Notes II) developed a high degree of musical o jectivity in his 
I 
Tantum Ergo, an anthem for mixed chorus. 
* 
I 
I 
I 
For the most part, anthem composers have taken adval).tage of the wealth 
I 
of resources offered by sixteenth and seventeenth century protestj nt church music 
and earlier Catholic music. Healey Willan has demonstrated this lin his Gloria Deo 
(Notes II). His contrapuntal passages are reminiscent of the early \ sixteenth and 
seventeenth century vocal music. I 
I 
Clokey has shown the adaptability of Gregorian chant td ant~em writing . 
I 
I 
I 
6 
Eric Thiman has demonstrated another source of early church music. Thiman, along 
11/ The Liber Usualis, the Benedictines of Solesmes, eds. 
and Co.) 1938, p . 307. 
(Tournai, Belgium, Desclee 
I 
I 
• 
7 
with men like Vaughn Williams have used French and English seventeenth century 
melodies as their musical sources. 
Ye Sons and Daughters~ the King, another Easter anth,m, represents an Old 
French Air (XVII Century), harmonized by Eric H. Thiman. There is a strict rhythm 
throughout the anthem, however, there is a certain fluidity betwe~n the text and music 
causing an almost chantlike interpretation. The English version ~f the text is by J. M. 
Neale. 
After the organ introduction of four measures, the ope ing melodic line states 
the theme throughout the entire anthem -- the words Alleluia appear after each statement 
of the main theme . (Ex. 1) 
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The main theme is repeated three times followed by a odulation from g minor 
to b minor (same thematic material) . Following another Alleluia, there is a modulation 
prepare~ th f ' 1 A 
After the final Alleluia, tw~ 
2) W H H . (N t II) d 
measures interlude back to the original key of g minor. 
or e ma men. X. arns o es u13e many (E secondary 
chords in his The Beatitudes for double choir. 
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8 
It is noticeable in the final Amen that many secondary chords are employed, 
a device used frequently among modern composers. 
* 
In conclusion, music in the church is an abstraction comparable to the mean-
ing of worship, which justifies itself only in its relation to Beauty and to the text of 
which it may be the setting, deriving from that text a concrete interpretat ion and con-
tributing in return, an enhancing of the meaning and mood of the words. The princi-
ples of the art of music, being allied to that quality in Christianity which favors in-
tellectuality, are retained and subordinated to the demands of spirituality. 
*** 
The Mass setting of the twentieth century has changed in many ways from 
the emotionalized flavor of the nineteenth century. The number of Mass settings written 
so far in this country is few and the attitude toward them is still too new to be the total 
affirmation.12 There are several reasons why few Mass settings are written but the main 
reasons are: (1) The restriction of performances of contemporary masses; few compo -
sers enjoy writing a large scale work knowing that it will have little opportunity to be 
heard. (2) Masses written by r ecognized composers may sound strange and undesirable 
to present-day ears . (3) Strict regulations of the Catholic church prevent them from 
being performed in the church, and Protestant churches , considering them Catholic, 
will allow them to be performed in concert only; there are usually never enough concert 
performances to warrant the publication of a Mass setting.13 
*** 
12/ Harriette Johnson, Changing Musical Concepts 2_f the Mass, Aug. 1953, 75 . 
13/ Ibid. 76. 
9 
Conceptions of church music and attitudes toward it valy widely and in many 
ways.14 The Episcopal church service and its music has not chaJged a great deal within 
the past decade , however, "there are indeed many individuals det oted to the Chant, and 
many enthusiastic crusaders striving to restore church music to tts ancient dignity, but 
the crusade is not a popular one".15 ! 
"This lack of interest in the plainsong and even violent dislike is not confined 
solely to the Anglicans, but it may be observed in the Roman Church in this country . "16 
The custom of ba ving Cho raJ Services , at least occasif nally, is no longer un-
usual in the Episcopal Church in this country. No service can oe called "choral" unless 
the priest or officiating minister sings his part of the Service: Thll Versicles, Collects, 
and in the Communion Service, the Prefaces and Intonations to th Creed along with the 
Gloria in Excelsis .17 
There are many parishes in the Anglican Church throughout the world where 
I 
the use of the Proper of the Mass has been restored and where the Mass is celebrated 
with all the ceremonial and music of pre-reformation times . 18 
*** 
In this first chapter , a definite influence of early church music is noted in 
the Anthem . Some composers have taken advantage of the rich i l sical resources which 
are available and have utilized them to the greatest advantage. ,odality seems to gain 
prominence in anthem writing and there is a definite influence of p ainsong and Gregorian 
chant seen in some of our recent works . 
14/ Joseph N. Ashton, Music in Worship, (The Pilgrim Press, 1Boston & Chicago 
1943) , p . 1 - . I 
15/ Everett Titcomb, A Choirmaster's Notebook ~ Anglican Services, (Boston, 1950) p. 9. 
16/ Ibid 
17 I Ibid. p . 10 
18/ Ibid. p . 13 
I 
Mass settings are few so far in this country. A more ~etailed analysis of 
some of our present-day Mass settings will be found in Chapter III. It is unfortunate 
that those Masses which are worthy of more notice can never be ~lard. 
There is striving in the Episcopal Church to restore ct urch music to its 
ancient dignity. The Choral Service is no longer unusual in the Episcopal Church. 
I 
Whether or not contemporary music will ever have a prominent plj ce in the services 
remains to be seen. I 
I 
I 
***** 
I 
10 
CHAPTER II 
Contemporary Music for Protestant Worship 
In the three following chapters, four cantatas, two Jew1sh sacred services, 
and three Masses, from the representative fifty compositions unde j consideration, will 
be discussed individually . The purpose of this discussion is two-fold. Firstly, a more 
detailed clarification of the application of a musical criterion to a~tual sacred choral 
composition may be obtained. Secondly, there will be an opportunity for a closer 
I 
observation of some of the more interesting techniques of choral cor1 position, both 
problematic and successful. · 
I 
A Canticle of Praise by Joseph C:okey is an excellent .lample of the sor t 
of thing an ~nterprisin~composer with initiative can do with the ril h musical resources 
offered by the heritage of early church music. The text, by ClokJy, as freely par a-
phrased from a canticle ascribed to St. Basil the Great, is materii l treated with in-
1 
dividuality of style and creativity. 
I 
Clokey's use of the modern idiom here foreshadows wha~ the new churcjl 
music may be in expressiveness, as moving, honest, deep and relcent of emotion 
as the traditional style of the unadorned triad, and with more versa~ility. (Ex. 1) 
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13 
Modern techniques characteristic of the compos ition (Ex. 2) 
modality, (Ex. 3) 
OR faA~ 
tone blocks in the impressionistic manner, (Ex. 4) whole tone progression of chords in 
the same position. 
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The work, when analyzed section by section, may ap,ear to be a succession 
of unrelated passages, however, upon examining the mood and character of each section, 
I 
a definite textual and musical form is clearly presented. 
The composition is comprised of twenty-four sections lroken down from three 
larger sections. The opening motif is introduced in the first measure of the organ prelude 
(Ex. 5). 
OAC.AH ~ 
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14 
means of a lix measure organ 
I 
I I 
• 
-4JI. 
I 
I 
.. 0 • ~ -I I 
~- .- )LU 
fanfare effect (Ex. 6). Part I (Section B-M) presents the second 1f which it develops. 1Jlot' 
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Part II (Section o..:s) presents and develops new mater ial in a conrasting mood char-
acterized by an impressionistic type of organ accompaniment. 'ere might be question 
as to whether or not the moving parallel fourths with the sustained tonic note in the pedal, 
is used merely for ' effects sake'. Part III (Section T-X) r estateJ the opening motif. (Ex. 
5) . It is interesting to note how Clokey brightens the mood of the last four sections by 
chord progressions from I to a V chord, to lli-major, to I. Se tion X is a restatement 
of the second motif, or more specifically termed ' first motif pr~e'. One other interest-
ing feature of the composition is the closely knit form throughout b.e work even though an 
organ interlude follows each section. 
The difficulty of imparting coherence to a musical work of this size involving 
several mood changes Is considerably less when an accompanlm4 t is used. The instru-
mental prelude, the postlude (or extension) , and the interludes, 1hen similar in charac-
15 
ter, seem to bind the work together . The accompaniment furnis es modulatory passages 
and can also prepare for difficult rhythmic changes. 
The question of the appropriateness of a cantata of this sort to the average 
Protestant service is bound to arise and can be volubly argued frlm both sides without 
conclusiveness. Without becoming involved in the futility of suchl an argument, there 
is one thing to be said. From the point of view of artistry, crea ive originality, tech-
nical temper, and sensitivity of relationship between the music and text, spirit and 
service of worship, this cantata is perfectly appointed to ProtesJnt worship. 
* 
If The Canticle of Praise represents that type of originatity which interprets 
old material, the birth ~moses, by normand lockwood , exemplifies creative originality, 
and the contrast of rich harmonic choral textures. The text, foul d in the book of 
I 
Exodus, may be considered one of the best known and best loved s1tories in the Bible. 
The music is scored for wo·men's voices (SSA), with piano and fllte accompaniment. 
I 
The composer who writes for women's voices realizes that "here ts a medium which 
unlike men's voices is not rich in sound, and is more markedly ,onochrome".1 
However, Lockwood shows great variety in style and has the knack of switching with 
great facility from one way of writing to another. By the use of l flute, color has 
been added and the superstructure enhanced. Lockwood can use t usic to highlight 
words in a narrative fashion (Ex. 1), or can use words as an inspirational source 
7 .., )' u 7 
~ (' \\\,. 
~ J, Llj 
1'1-A . M o 14 o,AA~D AU. H&S 'ior -Le. s AY"'3.: 
.!/ Davison, Choral Composition, p. 135. 
16 
for the music. The aggressively modern role which Lockwood urually takes is not as 
frequent in his choral music. However, the composer has not a~ all abandoned these 
modern techniques. Like the text, the musical setting displays kuch expressiveness. 
For the most part, the music admirably reflects the mood of the ree main sections of 
the text. There is a balanced cont rast of moods. Theoretically, therefore, the use of 
a combination of idioms is justified a s in character with the modEl of expression, a basic 
unit of composition. 
The dramatic introduction, by the piano , is attained b the ihythmic patterns 
employed (Ex. 2). The mood is set for the weighty words "and raraoh charged all his 
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people". There are fifteen sections w1th three mam sectiOns (A
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tion A, combined with the introduction, opens the story in a narrative manner. The 
I 
main theme b~gins in section B (Ex. 3). The flute provides an obligato effect with a 
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gentle flowing quality. The tempo is once again increased in seltion E (Ex. 4) pre-
I 
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l..-' "'-
paring for a change in mood in section II (F-:-H). 
(Ex. 3) and indicates a true A B A form. Section 
17 
Section m retu+ s to the main theme 
0 acts as an extension; however , be-
cause the text does not repeat words or phrases, the composition as a whole has a close-
ly knit feeling, and one is not aware of sections, introductions antl extensions. 
Syncopation, always an obtrusive rhythmic characteri, tic, )sa feature present 
throughout the composition. There are also multi -rhythmic figu, es, a widely used 
technique characteristic of this modern period of writing. The composer has also 
shown a great feeling for clean-cut linear writing. 
The expressiveness of the text, the musical skill of the composer, and the 
sensitivity of their inter-relationship, have made this biblical se ting suitable for wor-
ship or for the enhancement of devotion. 
* 
Young Joseph , by David Diamond represents another Biblical story from a 
I 
text by Thomas Mann. The elaborately polished literary style of Mann and the warmth 
of musical expression by Diamond has added this work to our rJh musical resources. 
I This composition is also scored for women' s voices with piano or organ ac-
companiment. There is also a string orchestra accompaniment; however, this might 
not be so practical in most Protestant churches. 
I 
I 
Diamond's musical setting, by its contour of line and mlss, has captured 
the subtle musical and worshipful nuances of the text. The openinJ measures set a 
mood -- a mood that captures the listener at once. The composer has used many 
18 
groupings of fourth and fifth intervals within the chords and yet hal maintained a har-
monic character within the music. 
The composer has made continuous use of secondary chords throughout 
the composition. Although the music everywhere subserves and et ances the text, 
it has one fault, the fault of unrelated contrast in both the text an~[~e music. In-
stead of a balanced contrast of opposites, it is an asymmetrical clntrast. 
The composition in its entirety comprises three main Jections . The 
first section tells a story, sets a mood, and paints a picture. 4 e second section, 
now in a new key (Modulated from b minor to g minor), gradually! decreases in vol-
ume, in spirit, and becomes almost mystically silent (Ex. 1). ~ollowing the text 
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"nothing answered from the depths", the mood changes into one or' hope and confidence 
with the words "and turned her very eyes toward heaven". After a return to the original 
key (b minor, indicating a true ABA form) , Diamond utilizes the xpression in the music, 
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of what th e text suggests. by using multi -rhythms (Ex. 2). The sectio n ends in a 
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subtle manner -- not dynamically. but by Simply recalling the mam theme (Ex. 3) 
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Diamond has r eahzed the fluidity of plamsong; the muslc has moved diatonic-
ally practically all the way and skips of more than a fourth are s~ldom seen. Plain-
song almost never r epeats either its text or its music for purely ar tistic reasons. The 
repetition of either text or music for the sake of spinning out the musical substance to 
greater lengths is indicative of a secondary interest in the words. Diamond is always 
the servant to the text. 
* 
Leo Sowerby's The Canticle of t!!_e Sun. an eighty pag \ composition for mixed 
voices with piano or orchestral accompaniment has many st.riking and rewarding features. 
The ten verses of Saint Francis ' mystical poem are set as one la lge composition. The 
20 
medieval text has moments of great beauty which the composer has treated with imagina-
l 
tion and care. This music is written in a modern, dissonant i, om. 
Sowerby's style is firmly rooted in the music of the lafe Romantic and post-
Romantic composers, and from this point of departure has gradJ.lly branched out into 
the confident use of dissonant harmony . The composers use is ah individualistic elabora-
tion of tried and true conventional practices. His choral writinJ discovers the express-
ive emotional content of the text and projects and emphasizes it, l nhancing the text in-
stead of merely clothing it with music. His choral music is usul lly "big" music, even 
when the dynamic marking is soft and the composition is not a lon~ one. 
In form content, The Canticle of the Sun resembles a l odification of Clokey's 
- --- I 
Canticle of Praise. Clokey's composition contained twenty-four ! ections, while 
Sowerby has composed fifty sections. The whole structural plan is quite similar to 
Clokey 's; however, since Sowerby has created so many new idea in choral textur es, 
it is difficult for the listener to acquaint his ear to so many diffe !ent ideas all at once. 
Upon second hearing, one might begin to capture the depth of the work. 
Like Brahms, Sowerby is a ma~ter of counterpoint and might be also com-
pared with Reger and Hindemith in this respect. The composer ~ses contrapuntal 
devices with consummate skill, bringing them to twentieth-centu11y fruition by basing 
them on his own harmonic conceptions. His contrapuntal subjecJs are rather diatonic 
I 
and stay close to the key . I 
One predominant characteristic found in the music itself is Sowerby's use of 
"moving parallel chord blocks". This device stems from the lmp~essionistlc school; 
which states that chord blocks of equal construction result in a constant shifting of tonal 
21 
center or seeming absence of key, often altered to conform to tile scale tones of the key. 
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other feature character istics, "Added notes " and "repetition", may also 
apply to any one of several schemes of musical writing; escaped chords, unprepared, 
unresolved~ and non-harmonic additions to the normal harm9ny. These merely 
add a certain color to the music. 
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The fourth and final characteristic which is predominant throughout, is 
"chord building In fourths", which is not a twentieth century disc~very. 
The first use of this device was in the early days of o:r;ganum with the 
first attempt of combining voices. The range extends from a cho \ d containing two 
to eight, or more notes. 
S pL.e.N ---' d..ov . --
The devices used by Sowerby are not new, but the combination of these 
devices open an unexplored channel for young composers. The l omposer has not 
forgotten that liturgical music must be an expression of not only truth but beauty. 
Leo Sowerby is also ever present, for the twentieth-clentury American 
composer, for the present as a part of it, and for the future perh ps even more than 
he realizes. 
*** 
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CHAPTER Ill 
New Trends in Jewish Liturgical Music 
I 
We cannot understand the problems of Jewish music wit]iout first understanding 
I 
the problems of the Jewish civilization. What are these problems ~ The challenge which 
: 
confronts Jewish life today is that of adopting an age-old tradition r a new and ever-
changing scene. More concretely this means : "(1) Preserving and recapturing out of 
! 
the Jewish past everything in it which is good, true, and beautifulJ (2) Modifying the 
I 
I 
past so that it conforms to the requirements of modern living. (3)1 Creating new Jewish 
I 
things: books, ideas, customs, values, etc. These in turn, are \the tasks of Jewish 
music. (1) The preservation and recapture of the past of Jewish Jusic. (2) The 
I 
I 
adoption of it to the musical present. (3) The stimulation of new Jewish musical 
! 
i 
creativity. "1 I 
I 
Much of the choral singing in the American synagogues pf today is reminiscent 
i 
of Mendelssohn's oratorios and romantic opera, and chances are that the chant can be 
I 
traced back on Italian operatic virtuosity. 2 And although musically the Occidental har-
' 
I 
I 
monic and polyphonic arrangement of the oriental chant proves sati~.factory only in the 
! 
rarest cases , the essentially "foreign" (Oriental) character of Heb~ew synagogue music 
I 
is obvious to the musician and the non -musician alike and has been ! noted by non -Jewish 
! 
and Jewish observers throughout the ages. 3 
i 
The reform movement, which reached its first height of devel6pment about 1810, had 
I 
started in Germany in the eighteenth century, and its earliest sign~ had been choral ar-
1 
rangements in the classical style and the organized employment of zhusical instruments in 
I 
i !/ Milton Steinberg, Synagogue Music of Contemporary Composers!, (G. Schirmer 
New York, 1952) p. 4. \ 
2/ Peter Gradenwitz, ·The Music~ Israel, (W. W. Norton & Co., ! New York, 1949) 334 pp. ~/ Ibid, p. 212 \ 
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the synagogue. The institution of synagogue choirs, which becaml a common practice at 
I 
the beginning of the eighteenth century, was largely due to the Prorstant example; many 
of the Jewish hymn melodies sung by these choirs were -- again f~llowing Protestant 
precedents -- adapted from folk songs, Jewish or German. 4 I 
With the development of music in the late nineteenth an, the early twentieth 
centuries there rose new synagogue composers who sought to utilize for the liturgical 
service what was best in contemporary musical art. Here in the jwentieth century com-
posers have sought to apply to the liturgy the achievements of modern harmony and coun-
terpoint. At the same time, composers tried to strip synagogal 1 usic of its romantic 
cloak and give it a background more appropriate to its original ancient, Oriental charac-
ter . Ancient modes were reconstructed, the foreignness of the sej vice was underlined, 
and harmonic accompaniment was reduced to a minimum. 
With this newest trend in the Jewish musical renaissance, is a new Jewish 
musical mode of expression. Composers like Ernest Bloch, Lazat e Saminsky, Roy 
Harris, Bernard Rogers, Leonard Bernstein, Lukas Foss and manr others too numerous 
to mention have enriched liturgical music by original works in which the ancient spirit 
is expressed in modern terms . Their liturgical style has exerted its influence, in turn, 
both on the modern masters of Hebrew music and on the composers inspired to independent 
works by the world of the Bible. 
In Hebrew music of our time, Ernest Bloch and Leonar~ Bernstein are good 
"father and son" representatives, figuratively speaking. "Bloch, fn a period of disruption 
and disintegration, has reasserted the structural aim. His style is aromatic, certainly, 
but the predominant impression is one of musical balance and stabi lity. " The composer 
!I Ibid., p. 215. 
has feeling for the architectural qualities of line and mass. 5 Aurelio de la Vega6 has 
described Bloch as "a figure dressed in modern garments who spel ks the language of 
ancient prophets." 
Bloch's Hebrew music has little in common with the wonks of the easter n 
Jewish national school of composers, for the composer rejects the fundamental ten-
dency to incorporate actual folk tunes in musical works of art. 'Fhe composer him-
self said: 
"It is the Jewish soul that interests me, the complex gl wing, 
agitated soul that I feel vibrating throughout the Bible. All 
this is in us. All this is in me. It is all this that I erdeav-
or to hear in myself and to transcribe in my music --~ the 
venerable emotion of the race that slumbers down in OU[" soul . "7 
Bloch's own words clearly show that his must be a purely emotional music. Almost 
all of his music is conceived in an essentially contemplative mood; always full of a 
somber spirit of resignation in the beginning but turns to hope and onfidence toward 
the end. Bloch's greatest crowning achievement in the field of Heb ew music is his 
Sacred Service (1932). 
Leonard Bernstein, on the other hand, r epresents the f eshness of spirit 
and confidence of youth. "Bernstein is a composer only the North America of the 
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twentieth century could produce; he belongs to the second generation who do not speak 
American with a European accent but that American tongue which L any purists on the 
old continent resent. "8 
D. Hugh Ottaway, "Looking Again at Ernest Bloch," The Musical Times, (June, 
1950)' 234-235. J 
Aurelio de la Vega, The Negative Emotion, (La Habana, 1950) p. 23. 
G, Salesky, Famous Musicians of Jewish Origin, (Gannis and Harris, New York, 
1949). p. 20 . 1 . 
Peter Gradenwitz, "Leonard Bernstein," The Music Review, ~ugust, 1949), 191-202. 
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I 
Bernstein's homogeneous style proves that American mdsic has reached a new, 
I 
a higher stage of development. This development can be witnesse~ in works like the 
I 
"Lamentation," based on a song the composer had put down on a Biblical text at the age 
of seventeen. The composition opens in a spirit of resignation and despair but ends on 
a note of hope and confidence. 9 
The Jewish masters of the western world, the pioneers of the national idea 
in eastern Europe, and Ernest Bloch as the creator of a Hebraic i1om in music repre-
sent the characteristic contemporary trends in the music of Israel. Leonard Bernstein 
represents a leading exponent of new trends which may open a new 1chapter in American 
musical history. 
Ernest Bloch's Sacred Service do:s for Jewish ritual w1t the classical Masses 
do for the Christian. From beginning to end there is a strong, yel simple modality. This 
widens and ric hens in the Cantor's recitatives and occasionally in the choruses, in typical-
ly traditional chant with predominant augmented seconds. The reJult is intensely moving 
and it is easy to become absorbed in the music. I 
David Diamond has written a section of the Service caneb Mah Tovu. It is 
interesting to note the similarity in structure between Diamond anJ Bloch. Bloch's Mah 
I 
Tovu comes in parq_ of his Sacred Service (Ex. 1) . In Roy Harrt• Mi Chomocho, see 
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9/ A number of important works of contemporary mus1c are particular testimonies to the 
influence of Bloch. \ 
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how the interpretation of the text differs from that of Bloch's (Ex. ~). 
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For the main theme of Part I see (Ex. 3) 
As was previously stated , Bloch' s music usually begins in a somber spirit of 
I 
resignation . This is found true in parts I ·· II - ill of the Service . Part I is meditative 
in spirit in the beginning but ends on a note of confidence with the Jords "Boruch hu u 
vo-ruchshemo" (0 praise Him and His holy Name) . Part II, whic is the Sanctification, 
returns to the same mood with the exception of a new musical te,re. The triads are 
now pure in harmony -- maybe realizing the purity of the text "Sanctified be Thy Name 
evermore (Ex. 3). The section again ends on a note of confidence with the words "The 
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Lord shall reign evermore Halleluia". Part III, sung in silent derotion , begins with a 
symphonic prelude leading into an a cappella chorus singing what w recognize today in 
the Protestant churches as a choral response "0 Lord , may the wo!rds of my mouth , and 
the meditations of my heart be acceptable in . . " Bloch showsl his greatness by 
being able to maintain facility in writing for any medium. Part I I ends with the words 
"and be Thou exalted , 0 Lord o'er all". In Part IV , Bloch begin the section on a note 
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of rejoicing rather than the usual sadness and contemplation; howel er, the whole struc-
tural aim is purposely planned so as to end in an almost silent mdLod in preparation for 
part V, which is prayerful in spirit . Bloch not only knew where place the accents 
and soft passages but knew when to do it. In part V, the prayer ll ads into the words 
I 
"To Him the might , glory, and power" (that note of confidence agar). A Benediction 
follows part V and ties the whole work together by recalling the mam theme (Ex. 3). 
* 
Leonard Bernstein's Haskivenu does not show the spiritual depth of Bloch's 
Sacred Service, but it does show a freshness of spirit and originalitt . 
The text, ' literally translated means: 
Grant, 0 heavenly Father, that we may lie down in 
peace, and that we may rise up into life .... Shield 
us and remove us from every enemy, pestilence, 
sword, famine, and sorrow .... Spread over us the 
tabernacle of Thy peace. 
Tonalities evidence:lin the work are major triads superi posed on other major 
triads, new chord structures, skips of augmented fourths, likened to the dissonant quality 
of Sowerby's style, and yet there is a greater degree of harmonic content within Bernstein's 
writing. 
Syncopations and ihythmic variations of many kinds add color to the text and 
through Bernstein's use of these rhythms he has shown a deep undl rstanding of the Orient-
al character of the older Hebraic idiom. 
The structural content is one of great clarity. Each 
marked, both physically and aurally. The work is one of unity d coherence. 
The introduction by the organ Is stately and compellin1 . Almost immediately 
the mood changes and becomes 'hushed' by a sustained lowe in th pedal --this is held 
30 
for forty measures. The Cantor gives out the intonation (Ex. 1) ~ llowed by the alto, 
pp - J-rul.y 
J £. 
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text "Shield us and remove us from every enemy". The rhythmic patterns are new and 
exciting giving emphasis to the most important words . The Cantor again recalls the 
solo and this is followed by a rhythmic variation of the opening intol ation. The choir 
reiterates the theme, and both choir and Cantor end on a note of gratitude and humility. 
Bernstein's structural plan looks something like this: 
(1) Introduction -- organ 
(2) Intonation -- Cantor 
(3) Development of the intonation -- chorus 
(4) Solo --Cantor 
(5) New theme -- chorus 
(6) Solo -- Cantor 
(7) Intonafjon (restatement) -- Cantor 
(8) Redevelopment of intonation -- chorus 
(9) Chorus and Cantor 
We have discussed in this chapter works by two outstand:'ng men of musical 
composition: Ernest Bloch, with his spiritual reach, and that intel se quality so peculi-
1 
arly intrinsic to his music, the quality of aspiration; and Leonard Bernstein, with his 
lyrical and contemplative moods, representing new trends in Jewis I liturgical music. 
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Just what trends in Jewish synagogue music are to folloT cannot be known. 
However, Bloch and the Jewish masters of the western world, togrher with the pioneers 
of the national idea in eastern Europe, represent the characteristitcontemporary trends 
in the music of Israel. How long can they go on producing better 
1 
orks of art without 
that inner satisfaction and happiness? They all lack the firm roots without which an art 
I 
of national aspirations can never flourish. 10 
*** 
10/Gradenwitz, The Music~ Israel, p. 342. 
CHAPTER IV 
Contemporary Views of the Mass 
The twentieth century bas brought no new forms, but mty harmonic devices 
for the old ones, such as: polytonality, atonality, rhythmic experiL ents, neo -modality, 
and sharp dissonance. The Baroque forms have returned. Both j eo-romantic and neo-
1 
classic forms have been flourishing. The present day philosophic:H attitude seems to be 
toward objectivity and universality. 
* 
Latin American music promises much for the future, n t only because of the 
artistry and skill of present-day composers, but because music h~s always meant so 
much to the Latin American people. Waldo Frank says1 in his "rerica Hispana", 
about the Mexican, and the same is also true about the Latin Amerf·can people: 
Music is the freedom of the slave, the health of the bro en-
hearted. In a world of unwieldly earth like Mexico , w ose 
history for many years has been bondage and body betrJyal, 
the breath of music is the release of the spirit. This m~st 
substantial form makes the soul substantial and its rhytrs 
make real the flight of the soul's burden. 
Although the purpose of this thesis is to discuss primari ly music by Amer ican 
composers, it is difficult to draw a boundary line between music of the American, Europe-
an, and South American countries. 
Villa-Lobos' Masso_! Saint Sebastian, written in 1937 !although not a recent 
work, is too important to be left from discussion), is a work of great religious fervor, 
composed with technical skill. There are a great number of dive, sified musical elements 
all united in a three-part counterpoint. The whole underlying spii~it of the Mass stems 
I 
I !f Lillian Baldwin, ~Listener's Anthology of Music, (Silver Burdett Co., New York, 
1948) 465 p. 
from 16th century vocal music. Cowley states that: 
.... the music relates itself more to the Spanish and Po 
1 
tuguese 
composers of this period, with their humanly: intense m sic, than 
to the less emotional Lassus and Palestrina. 2 
The Mass, scored for three women's voices, with instr ction to double all 
parts an octave lower with men, results in a richly-woven fabric of sound due to the 
34 
interlocking of parts. The rhythm is usually very close to that of 16th century music, 
with the exception of some dramatic pauses and' sforzandi, and so,e staccato passages 
in the Credo. Tonally there is great variety. It is mainly diato~c with the exception 
of a few chromatics. The impression is one of being modal and y,t modal cadences are 
very seldom employed. There are modulations from mode to more, . and from mode to 
key and back. It does not sound wandering, however, because on1 mode or key is usual-
ly confirmed before there is a change. Changes therefore, come as surprises. 
Perfect intervals are preferred at cadences, and there Jre many ingenious 
approaches to them; for example, the final cadence of the Kyrie (EL. 1). In the Gloria, 
;I 
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use of multi - rhythms is frequent (Ex. 2) . All variety of triads ane used freely, 
ding many diminished triads in root position, and s~me based on plrfect fourths. 
sonant tones do not always resolve conjunctly. 
inclu-
Dis-
y Henry Cowley, "ReviewofRecords", TheMusical Quarterly, pril, 1953, 340. 
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The most unusual movement 1s perhaps the Credo. Ther e 1s a long string of 
short sentences, each ending very definitely, and each different ~ style and character. 
Some are primitive sounding. Some are like simple folk tunes. l ome are complex and 
chromatie. In one place, melodic tritones predominate. The mo' t characteristic 
feature of Villa-Lobos is his putting together borrowed materials o the Baroque and 
Classical period and modern French models -- along with Indian, Negro, and Portu-
guese tunes and rhythms in a convincing unit. 
The Sanctus (Ex. 3) and the Benedictus are in conjunct modal motion with 
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increasing passmg tones . In the Agnus De1 there 1s a sudden acclnt and a dramatic 
tone, leading to a gripping final unexpected major triad. , 
Actually all of the Mass sounds like sacred music and a 1 of it reflects the 
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composers unique ability to integrate primitive and folk elements .. 
1
ith those of Renais-
sance counterpoint. The Mass throughout contains a moviug quali,. There is an inter-
relationship of high spirituality of Renaissance vocal music with emotional powers of 
drama, discord, and chromaticism of Villa-Lobos' own times. 
* 
The recent Mass of Igor Stravinsky poses many problems in connection with 
liturgical expression. First of all, the Mass traditionally belongs to an idea of God 
and a way of worship. This brings up the question, "since the Mass is an act of litur-
gy, is there such a thing as a Concert Mass, and if so, what are iJs emotional, social, 
or esthetic terms?" Because churches for several centuries have l]ecognized only 
"approved" styles, does the composer who writes a personal Mass challenge both re-
ligion and lay audience?1 This leads to the second question of whether or not Stravin-
sky's Mass is lacking in "spirituality". 2 Certainly the matter of rlligious music and 
its spiritual values is one of association and language, and not one ~f either religion 
or music. It is after all the text, not the music, that is specifically religious. The 
music represents an attitude toward the text. 
Stravinsky's attitude is reflected in the beauty of his created sound. His 
style is allways consistent and his rhythms have been classed into a completely personal 
manner of expression. The composer has never needed the excuse of some predecess-
or's work for his own boldness. 
Like all of the really new music of the twentieth centu , the Mass represents 
an escapE! from the burden of a "classical-romantic" tradition to 
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nothing new has been added. In analyzing a work of this type, pur ly atonal, it must 
be remembered that Stravinsky works by intervals and the resulting chords are inciden-
tal. 
In the Kyrie, it is possible to consider that Stravinskyjwithout the authority 
of another century, could have created an invention of the followi cadences. See (Ex. 
la). 
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ass; but the rhythmic chant that Stravinsky employ chanting in the M..._ s is not the exclusive 
property ofthe C atholic tradition· if there i .. s a famil1ar sound to 1t, it is that of the most 
ritualistic intonation (Ex. 2) 
T - • :1 t.IIJ.. I\. 1"'1 1J • Ill b ... "' --. 19 • J•V b"i .. ~ I I 
.B t-"' (7' • ('\ 0# # I "' b• 4 o • , 0 L b • -.., Iii , I • 
r 
-
1 __ v \ 1 
.AlP•· # # ., •• 
I .I. I I 
,. r. ... ~ ~ b ~ · 
I'-¥ .,. I Lf 10 I IU I-- I 
. I 
.... " .... ,__.,.. 
• r Ill I • I,...- liP /1 II # • • • 
.,. 
I I ! ~ , .. 'j/1. 
~--- ~ ~ 
When asked why the Gloria, usually considered to be a ~ubilation or hymn 
of praise, Is so restrained, Stravinsky explained: "In this movemr nt we are entering 
into the presence of God, and must be humble in His presence. B~fore Him we are 
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nothing. nl I 
The composer approaches the Credo (Ex. 3) with the same emotional quality 
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I 
existent in the Gloria , that being a quality of restraint and humility l Stravinsky makes 
I 
little or no distinction in mood between the Et Incarnatus, Crucifi*s, and Et Resurrexit, 
In comparison to other sections. Concerning the Credo the comp+er replies: "The 
Credo is simply a contract between God and man stated in paragralhs. Amen is the 
signature. 112 I 
I 
In complete contrast to the other sections of the Mas~ S~ravinsky has con-
! 
structed the two Hosannas in the Sanctus to sound quite wild because they are loud, 
. I 
syncopated, and heavily accented. There might be considerable di~cussion as to 
I 
I 
whether or not the orchestral accompaniment would be in any way j vershadowing the 
importance of the Text. (Ex. 4) . "The complex rhythms and sustained cadential har-
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monies make this section sound vaguely like Machaut, but otherwisJ
1 
these two composers 
show very little resemblance". 3 
2/ Ibid. 
if Ibid. 
I 
I 
I 
I 
I 
By extended use of multi-rhythms, Stravinsky has uniqu~ly enhanced the 
I 
nuances of the text -- ."Lamb of God that takest away the sins of th.il World ........ " 
These po~:VPhonic lines are fine, sensitive, and moving (Ex. 5). \ 
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In Robertson's book on sacred mus1c he believes that: 
I 
I 
We cannot say liturgical music is dead when we examine lthe 
Mass in G minor of Vaughan Williams, and Stravinsky's 
Mass. In neither of these Masses is there a trace of the\ 
operatic style, of the use of stereotyped fugues, or of ex-
aggerated emotional expr ession at the conventional poinJ. 
Problems are faced freshly and solved so successfully tHat 
these works may be called true liturgical music.l ! 
i 
' 
-
Liturgical church music is the liturgy set to music, not re liturgy as an 
excuse for music, and it demands faith or, at the least, a suspensil ln of disbelief in 
all those who participate in it. 
! 
* 
i/ Alec Robertson, Sacred Music, London: 1950. 64. 
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I 
I 
Mass In honor of St. Joseph by Flor Peeters is marked t y a simplicity of 
beauty. The polyphonic lines are more relaxed and flowing and the homophonic sections 
I 
are not so abrupt as in his shorter Mass. i 
i 
Melodies in the minor mode offer the arranger considerarle chromatic scope. 
Both the 6th and 7th of that mode appear in an altered and unaltere-t form and consider-
able variety is possible through the use in A minor, for example. Counter point too 
. I 
i 
offers much by way of variety and continuity, not only as regards $ubstance, but form 
I ~~u. I I 
The rhythmic structure. is very simple, yet moving. Tdnally, Peeters does 
I 
not utilize great variety as far as the modal structure is concerned,\ however the results 
are quite relaxing to the ear. The modulations are clear and simplr- The composer 
makes use of the neapolitan 6 th , and perfect cadences are usually consistent throughout--
! 
wide use Is also made of 7th, 9th, and 11th chords. The harmonif structure contains 
I 
i the conventional chords. 
I 
The Kyrie In A minor, begins In a contrapuntal fashion I announcing the open-
ing theme (Ex. 1). The Christe begins on a V chord which leads back into the opening 
I 
I 
I 
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key and phrase, Kyrie, thus stating a simple ABA construction. 'f:he Gloria in C major 
I 
I 
contains a. gay, happy spirit. The development in A major begins With the words "Glo-
\ 
rificamus te". The return to the original theme comes with the words "Quoniam tu 
I 
solus" followed by an extension on the word Amen. The Credo is ?ne of the most un-
1 
usual of the setting. Here, Peeters has employed an almost chant~like effect in a 
I 
I 
homophon1ic setting doubling soprano and tenor part and keeping the bass note on G. 
I 
This move!ment contains many solos and also many more key chanies in comparison 
I 
I 
to any other part of the Mass. The composer utilizes a very clear harmonic type of 
structure for the Sanctus. One interesting note concerning the Hosla is that the 
quality of rejoicing and praise usually employed i~ the Hosanna is c~mpletely absent 
I 
i 
from Peeters interpretation of it. The tempo is marked allegretto! but the dynamic 
markings which are marked pp lend a certain reserved tension to ~is section. The 
Benedictuf? is the least emotional of all the movements and yet with \the use of simplici-
ty in writ:lng sometimes the greatest effects result. The key is F, I with a solo entrance 
by the bass(Ex. 2) --this same figure is found in the Agnus Dei , :uJ in the original key 
I 
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of A minor . With the text "dona nobis pacem" the work ends in C bajor and with a sense 
I 
of complete confidence. The complete picture of the work is one of \simplicity and beauty. 
*** 
I 
I 
CHAPTER V 
Conclusion 
I 
I 
I 
I 
In the light of the foregoing analysis and with regard to I some of the questions 
posed in the introductory chapter, what predictions can be made fncerning church music 
I in the future? Before answering that question , let us re-examine our findings. 
The liturgical trend in Protestant church music is tow1rd an added interest in 
the historical influences of Gregorian chant and plainsong . Therd is also an influence of 
I 
the early sixteenth and seventeenth century polyphonic school of musical thought. The 
I 
I 
i 
representatives of Protestant church music have made the future of church music look 
brighter. Joseph Clokey, who is conservative in comparison with ormand Lockwood 
I 
! 
and Leo Sowerby, sometimes has unabashed tunefulness or overluscious harmony, but 
I 
I 
his taste and discretion allow these to become a source of strengtH rather than weakness. 
I 
Clokey's writing seems more restrained and serious in compariso~ with some of his 
I 
earlier works . His interest in the historical influence of Gregori~n chant and plainsong 
has direeted him toward a mode of expression aimed at sound resjlts through the simplest 
I 
I 
means. I 
Lockwood, a modernist and an expert .in the use of difffrent tonalities in 
simultan•eous contrast , demonstrated that his preoc"Cq>ation with n~w sounds has not 
dulled his feeling for melodic beauty. His music is filled with lyJc impulse. The ex-
[ 
pression is one of nobility, its gravity lightened by a sonority of tarm luster, and by 
i 
much stimulating rhythmic invention . This is completely un -EurQpean music. 
David Diamond's musical settings are concerned with clntour of line and mass; 
and he has captured the subtle musical and worshipful nuances of the text. The music 
I 
everywhere subserves and enhances the text. Diamond has realizJd the fluidity of plain-
[ 
song. Diamond is always the servant to the text. 1 
I 
45 
Leo Sowerby's confidence in the use of dissonant harmony does 1ot in any way detract 
from the beauty of the text. Sowerby realizes that the expressive emJtional content of the 
text must be projected and emphasized, not merely clothed with musi . One interesting 
factor in Sowerby's use of dissonant harmony is that his harmonic and contrapuntal subjects 
are rather diatonic and usually stay close to the key. 
The whole area of modern technique with its concepts of melody, harmony, 
counterpoint, and rhythm , all uniting in a style that is, with most coLemporary composers, 
at least, dissonant in varying degrees, is a problem for the twentieth!century composer who 
is trying to adapt his style to the field of choral expression. Some h ve succeeded while 
others have failed . 
There are many philosophies concerning the standard of ev luating works of art 
as expressed by authorities on aesthetics and criticisms. It is unlikely that any one phil-
osophy express the whole truth, but most authorities agree that a work of art is inherent in 
itself. 1 
The twentieth -century Jewish :omposer has tried to strip lynagogue music of 
its romantic cloak and give It a background more appropriate to its orlginal ancient, Orient-
al character. Ancient modes have been reconstructed, the foreignner of the service has 
been underlined, and harmonic accompaniment reduced to a minimum!. With this newest 
trend in the ,Jewish musical renaissance, is a new Jewish musical mjde of expression. 
Ernest Bloch can no longer claim the youthfulness that is associated with 
I 
"modernism"; yet he belongs to the "music of our day". 2 Race is a cbntrolling force in 
art; and in Bloch--the Jewish soul becomes the creative motive, the rhilosophy of each 
composition. 3 Almost all of Bloch's music is conceived in an essenti+lly contemplative 
lf Van A. Christy, E,;,aluation of Choral Music, (New York, 1948), p . 4. 
2/ John Hastings, "Ernest Bloch and Modern Music, " The Music Revtew, May, 
_.1/ Aurelio De La Vega, The Negative Emotion, (La Habana, 1950), . . 23. 
I 
1949, p. 115. 
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mood; always full of a somber spirit of resignation in the beginning jbut turns to hope and 
confidence toward the end. I 
Leonard Bernstein's homogeneous sWle proves that Ameriran music has reached 
a new, higher stage of development. Bernstein's works show a frestness of spirit and 
originality, and the structural content is one of great clarity. His deep understanding of 
the Oriental character of the older Hebraic idiom is witnessed in his] choral writing. 
* 
I 
The Mass settings of the twentieth century reflect ideas of early Plainsong 
masses andl thos e polyphonic masses (14-16th century) of mystical jderstanding. 
I 
The most characteristic feature of Villa-Lobos' Mass is hlis putting together 
borrowed material s of the Baroque and Classical period and modern French models --
along with Indian, Negro, and Portuguese tunes and rhythms in a c+vincing unit. Villa-
Lobos has shown the ability to integrate primitive and folk elements with those of Renais-
sance counterpoint . 
Bruckner, 
Stravinsky's Mass stands alone in the degree of objectivity reached. 
Stravinsky does not let the instruments intrude into the Jice lines. 
Like 
Voice 
lines are simple. The intonations of the Gloria and Credo are again given to a solo voice 
as they were before the Viennese Masses. Stravinsky's "dona nobis pacem" is a stroke 
I 
of harmonie genius which puts the whole movement in proper perspective. The compo-
j 
sers style its always consistent and his rhythms have been classed in~ a completely per-
sonal manner of expression. Like all of the really new music of thl twentieth century, 
the Mass represents an escape from the burden of a "classical-rom ntic" tradition to 
which, for many years, nothing new has been added. 
Flor Peeters, an organist, displayed his concepts of the .Mass in a setting 
which was marked by simplicity . The structural plan is quite simJle and the harmonic 
I 
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' 
structure contains the conventional chords; however, one is quite Jare of the freshness 
I 
i 
of composition. The organ masses of the twentieth century are oftJn written with the 
. I 
voices echoing the coloristic passages of the accompaniment. Peet~rs has not utilized 
this devicE:l quite so frequently -- there seems to have been a greaJr concern for the 
I 
' 
choral structure with less emphasis upon the accompaniment . I 
The contemporary masses are either written to be sung ~ cappella , with organ 
I 
I 
accompaniment, or with very small instrumental groups. The tw~ntieth century mass I . 
repertoire, at least that which we have dealt with, follows the liturgical text very closely. 
The text is once more rising in importance and the voice parts are ~ritten to express it. 
i 
*** I 
Contemporary music opens a new mode of expression. !The composers have 
I 
discovere:d different ways of expressing the sacred liturgy. With tpis in mind, we return 
to the question at the beginning of the chapter; what predictions cJn be made concerning 
I 
church music in the future? The future is unpredictable , but if wJ consider that even in 
I 
I 
the past, and today, great composers have taken an added interest in composing music 
I 
for the sacred liturgy we must contend that the future looks brighte~. 
I 
The cultural development of music also shows the cultu:tal development of man. 
I 
I 
The liturgical revival, in churches of all denominations, proceed~ slowly and the bodies 
I 
that foster it deserve far more support and encouragement from all concerned. 
********** 
NOTES I 
COMPOSER 
Bacon, Ernst 
Becker, John J. 
Bernstein, Leonard 
Bloch, Ernest 
Branseombe, Gena 
Brant, Henry 
Clokey, Joseph 
Cone, Edward T. 
Copland, Aaron 
Diamond, David 
Foss, Lukas 
Fromm, Herbert 
Gideon, Miriam 
HansoiJL, Howard 
Harris, Albert 
Harris , Roy 
Harrison, Lou 
Helfer,, Walter 
Howe, Mary 
COMPOSITidN 
I 
Cantata for Chapel Rededi!cation 
Moments from the Passii n 
I 
Hashkivenu (1945); text ~rom Friday 
eve Synagogue service. j 
I 
i 
Sacred Service (1934) 
I 
The Lord is Our Fortress! (1947); for 
~en's chorus. 1 
I 
Credo for Peace; mixed qhorus. 
I 
I 
A Canticle of Praise (1953) 
- I 
Let Us Now Praise [ 
I 
I 
~ the Beginning (1947) ; ~ixed a cap-
pella chorus with sop ran~ solo. 
i 
Young Joseph (1944) ; woJ.en's trio with 
piano , organ , or string ~ccompaniment. 
I 
I 
Tell This Blood, Songs o_i[Anguish (1945) 
I 
Anim Z'miras; Psalms 23, 97; All the 
World Shall Come (anthe~) ; Priestly 
Benediction. 1 
I 
How Goodly ~ Thy ~ (SSA) 
The Cherubic Hymn; chorus and orches-
tra (1 950) . I 
I 
I 
The Song o_i Koheleth. I 
• i Alleluia (1945) ; Israel (1946) , a motet; 
Mass (1948), for men ' s ~oices and organ. 
Alleluia. I 
I 
I Prophecy (1943); men's voices, piano 
or percussion. !!: DevotiJ n (1944) ; men's 
How Long 0 Jehovah. 
voices a cappella. I 
I 
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COMPOSER 
Inch, Herbert 
Joio, Norman Dello 
Lahme r, Revel 
Lockwood, Normand 
Martin, Frank 
Peeters, Flor 
Riegger, Wallingford 
Rogers, Bernard 
Sanders, Robert L. 
Schum~mn, William 
Sowerby, Leo 
Starer, Robert 
Still, William Grant 
Stravinsky, Igor 
Talma, Louise 
Thompson, Randall 
Thomson, Virgil 
COMPOSITION 
The Return 1;Q Zion 
A Psalm of David (1950) 
- -
The Birth of Moses (1949); for 
-------- I 
women's vOices, flute and piano. 
i 
Golgotha, Oratorio; In ~err a Pax 
(1944), a short Oratorio. ! 
I 
Mass i!!_ honor q! St. Jose)>h (1948). 
i 
Who Can Revoke (1944); !sA TB with 
piano. I 
I 
Response to Silent Prayet (1945); 
The 99th Psalm (1948), ~horus and 
I 
organ. 1 
I 
' I 
i An American Psalm. 
I 
Te Deum (1944); Truth sJan De-
liver (1946). l 
I 
The Canticle o.f the Sun (1 ~44); 
for mixed chorus and piaito or 
orchestral accompanimet~.t. 
! 
Vayechulu (Hebrew) ; org~n optional. 
I 
Those Who Wait (1943); The Voice q! 
the Lord (1946); Wailing }vomen (1946) ; 
Carry Him Along (1947); I From =!_Lost 
Continent (1949~ 
I 
Mass (1947); for mixed chorus and 
woodwind quintet. I 
I 
Carmina Mariana (The M~ssal, 1943); 
The Divine Flame (OratoDio, 1945-48) . 
-- I 
The Peaceable Kingdom (1936); a 
sequence of sacred choruses. 
I 
' 
Hymns From the Old South: The 
Morning Star , Green Fieids, Death 
'tis a Melancholy Day (19r49) . 
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COMPOSER 
Turner, Godfrey 
Villa-Lobos, Heitor 
Weaver, Powell 
Walter, Karl 
Weinberg, Jacob 
White, Robert 
* 
I 
I 
I 
I 
COMPOSITION 
i 
Great Paul. Gregorian oJerture. 
I 
Mass in honor of St. SebJstian 
(1937) . I 
Now the Day is over (anthJm) . 
-- -- j 
Missa, Veni Creator Spintus. 
=h. Praise the Lord !His 
Glories Show. - -- ~--
1 
Precamur, Sancte Domin~. 
I 
• I 
I 
I 
* 
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NOTES II 
ANTHEMS 
COMPOSER 
Anderson, W. H . 
Bancroft, H. H. 
Bevan, H. T. 
Chamber s, H. A 
Tchaikovsky-Chambers 
Clokey, ,Joseph 
Crawford, T. J . 
Davies, H. Walford 
Egerton, Arthur H. 
Garland, Hugh 
Harris, W. H. 
Harwood, B. 
Holst, G. 
Jenkins, Cyril 
Lang, C . S. 
Langlois, H . G. 
Lupton, H J. 
Lyon, James 
Meek, Kenneth 
Naylor, Bernard 
Roff, J. 
Rowley, A. 
Shaw, G. 
Shuttleworth, F. 
COMPOSITIONS 
Carol 0 Ye Angels 
Bethlehem 
Thee We Adore 
Awake, My Soul (Morning) 
Hymn to the Trinity 
Christ Conquereth 
Good Neighbours The 
0 Thou that hearest ~[rayer 
Blessed Art Thou 
Te Deum in C# mino 
Bread of the World 
The Beatitudes (Double Choir) 
Draw nigh to God 
Christmas Day 
Fierce Raged the Tempest 
Miserere Domine 
Grant, we beseech 
The Bells Are Ringin 
Away In A Manger 
Jesu of a Maiden 
Thee We Adore 
The Ascension 
Tantum :Ergo 
0 most merciful 
0 be joyful (Festival) 
The Lord is Righteous 
I 
ee 
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COMPOSER 
Smith , Norman 0. 
Thiman , E. H. 
Weatherseed, John J. 
\Vhitehead, A. 
Willan , Healey 
Vittoria -Wolff 
Williams , A 
* * 
COMPOSITIO · S 
Blessed Lord 
Ye Sons and Daughterr of the King 
0 Lord, Our Heavenly Father 
Carol of the Good Tb.Jef 
Introits 
Gloria Deo 
Motet for Five Voice 
I 
Hosanna to the Son of David 
The Bells Ring Out J Christmas 
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It was the purpose of this study of church music to disc
1
over contemporary 
trends in choral writing through a detailed analysis of some repr sentative choral 
works . 
In the first chapter' the stylistic trends of the anthem r howed an added 
interest in the rich musical heritage of early church music. Plrnsong and Gr eg-
orian chant have influenced composers to utilize these styles clothed in modern dress. 
Modality seems to have gained precedence, and the text once agail has gained much 
I 
importance . The anthems today have almost completely divorce~ the sentimentality 
of the nineteenth century. ! 
Some of the larger choral works include the Cantata, ass, and Jewish 
Sacred Service. The purpose of chapters two , three, and four· w s to establish a 
musical criterion to actual sacred choral music and to observe llome of the more 
interesting techniques of choral composition. 
Representative composers of today who have written music for Protestant 
worship are Joseph Clokey, Normand Lockwood, David Diamond land Leo Sowerby. 
Their tendency is an increased interest in the enhancement of the text . They utilize 
polytonality, modality, sharp dissonance and multi-rhythms; but Iabove all, they each 
realize the importance of the inter-relationship between text and r usic and that liturgi -
cal music must be an expression of truth and beauty. 
The study of the setting of the Mass in the twentieth cl ntury is also a study 
of the cultural development of man, just as in any other music. Composers of today 
reflect ideas of each preceding era, including polyphony, plainsong, classicism, and 
romanticism. I 
I 
The men, representative of today•s settings to the Maj Ordinary are 
I 
Villa-Lobos, Stravinsky and Flor Peeters. Their tendency is awa~ from large 
forms for chorus and orchestra. These masses are written for sJaller groups, 
usually a cappella, with organ accompaniment or with a small chLber orchestra 
group. 
Very few masses have been written because composers do not feel the 
urge to write works when they see little opportunity for their per£ rmance. The 
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twentieth century seems to be another transition period which points toward objectiv-
ism. It is not possible to know what label future generations will attach to the pres-
ent period. 
I 
Jewish liturgical music is returning to its original ancient, Oriental char-
1 
I 
acter. Ancient modes have been reconstructed, the foreignness r the service has 
been underlined and harmonic accompaniment reduced to a minimum. The repre-
[ 
sentatives of Jewish liturgical music, Ernest Bloch and Leonard Bernstein, have 
developed this newest trend in the Jewish musical renaissance in a new musical 
mode of expression . The Jewish masters of the western world , the pioneers of the 
in music represent the characteristic contemporarc; trends in the music of Israel. 
Leonard Bernstein represents a leading exponent of new trends w ich may open a new 
chapter in American musical history. I 
Contemporary music opens a new mode of expression.l The composers have 
developed new ways of expressing the sacred liturgy. Even thou h the future seem un-
predictable, more and more prominent composers have taken an I added interest in com-
posing music for the sacred liturgy . The future looks brighter bi cause man is once 
I 
again searching outside of himself for the answers ro eternal trur •· 
I 
